The Hong Kong Music Scene and Hong Kong Identity
The music scene in Hong Kong has centred around Cantopop (Cantonese pop songs) since the mid 1970s. With easy-listening melody and lyrics about the common working class people's plight, Sam Hui' s music and lyrical style marked the genesis of this popular music form in Hong Kong (Erni, 2007) . Cantopop has served as 'a strategic cultural form to delineate a local identity, vis-à-vis the old British colonial and mainland
Chinese identities ' (McIntyre, Cheng, and Zhang, 2002: 217) . Even after the return of Hong Kong to China in1997 and the rising importance of Mandarin Chinese in the official domains and Putonghua (PTH) 2 in the service domains of Hong Kong (Luke, 2003) Cantonese remains an important local Hong Kong identity marker and lingua franca among the majority of Hong Kong people (Luke, ibid) .
However, Cantopop since the 1990s has become increasingly about idol-making, churning out songs about love affairs mainly, losing much of the thematic versatility of Cantopop's early days (e.g., working class life, friendship and family relationships, life philosophy, etc.) (Chu, 2007) . Hip hop music, with its trans-local defiant symbols and attitude, thus became an attractive alternative to the tired Cantopop melodies and themes in the mainstream music scene in the mid 1990s in Hong Kong. English is identified as a language of cosmopolitan citizens (Guilherme, 2007) . Indeed, one thinks of gentrified college students rather than working-class men when listening to Fama CDs (Lin, 2007) .
LMF Enters the Hong
Although Fama's two emcees address popular misconceptions about Hip Hop, they do have an attitude of their own. For instance, they readily identify themselves as Hip Hop artists who are more into fun-making than idol-making. In their lyrics they say they are more like 'siu-jeuhng' ('fun-making masters') than 'auh-jeuhng' ('idols'). In Hong Kong, if an artist has good looks he/she can go for the idol-singer route, and if the artist does not have good looks, he/she can go for the fun-making, witty, humourous talk show master route. They also jeer at those 'wannabe Hip Hop' artists who know little about Hip Hop music but outfit themselves in Hip Hop garb. In one of their songs they also critique the self-seeking, rude, pushy public manners of many Hong Kong people (e.g., they seldom greet strangers; they fight to get seats in public transport, etc. One has to listen to the way he raps his name to notice the Anglicized wordplay that MC 6-wing has mobilized to craft out his English name in a fun, innovative, bilingual way.
When he raps the English letters for his name in the song, '456-wing' (which is basically a song about himself), he raps it in a characteristically Cantonese intonation. Below I shall mark out the tones in which he raps the English letters of his name: There is some self-deprecatory irony in this, implying that he is just a 'Mr. C', some anonymous nobody in this world. And when he raps it in his song, 'ABC-gwan' (which is basically a song about himself), he has blended English into Cantonese almost seamlessly:
Example ( 
And instead of calling upon his audience to rap A-B-C-D-E-F-G, he inserts his own name
seamlessly into the alphabet song. The result is a clever conceit that many students in Hong Kong can readily recognize and enjoy.
As documented in the research literature (Chan, 2009 ), code-mixing and code-switching enhance the poetic resources available to the lyricist and facilitate rhyming in the verses.
Fama has frequently mixed English letters, words, or phrases into their Cantonese
'matrix' to enhance both internal and sentence-final rhymes. For instance, in the following example, the English word 'seat' is used to rhyme with the final Cantonese word '鐵' ('tit') in the previous line. Sometimes, English words are inserted into an otherwise Cantonese 'matrix' to serve discourse marking functions, thereby re-asserting an English-speaking cosmopolitan identity. For instance, in the following example the insertion of the English words not only serves rhyming purposes (all the words rhyme: Go, no, oh, so, no), but also marks out the transitions of the different units in the stanza. They also call attention to themselves: i.e., the sudden switch to the English word in the otherwise Cantonese lyrics 13 helps to draw the audience's attention to what is to follow; they help to demarcate and highlight boundaries of idea units.
Example (5) Example (5) Example (5) Example (5): the English words serving as discourse markers are highlighted in bold. No! (to express his determination to reject these comparisons and his desire to be recognized on his own) By using these English interjection particles in a systematic way (e.g., sentence Example (6 Example (6 Example (6 Example (6) ) ) )
GO!
Excerpts from the Song: '學海無涯 學海無涯 學海無涯 學海無涯'
('No Shore to the Sea of Learning'): In light of the above analysis, it can be said that Fama has demonstrated a great deal of local creativity in freely drawing on both Cantonese and English (and sometimes PTH) linguistic resources to break away from the stereotypical 'angry' hip hop image of LMF on the one hand, and to creatively hybridize Western hip hop rapping with local bilingual
English Translation of Lyrics
Cantonese-based fun-making language, into which they freely mixes English words styles (see also Pennycook, 2007 for a discussion of global Englishes through local hybrid hip hop styles). This is part of many Hong Kong students' everyday conversational practice. This increasing linguistic creativity from the bottom-up (i.e., emerging from popular culture and from students' everyday conversations) also seems to coincide with the development of increasing acceptance or attractiveness of globalized, cosmopolitan, multicultural, hybridized identities among Hong Kong young people. 
